institutional support for this internationalist project, which created its own problems as the relationship between artists and the institutions eventually became untenable, in part because of the perceived imperialist nature of some of the funding sources, as art historian Andrea Giunta (2007) has argued in-depth.
What set MMM apart from their Argentine contemporaries, according to Gregorio and Chavarri, was a committed focus to collective art-making and engagement with the general public. According to Chavarri, "violence and intolerance have been present throughout my musical life. Before, during, and after Ongania, with governments that were democratic or military -death came from both the left and the right...art was our exit door from the shadowy world that plagued us." (Translated email correspondence with the author, 8 September 2010). Regarding the broader historical backdrop of 1960s Argentine artists' incorporation of politics in their work, Giunta has described "a constant friction between the political and cultural spheres" that led to a situation within which "politics became unavoidable for artists not only as a theme in their work, but also as a problem that had to be resolved with the creation of new art forms" (Giunta 2007:5) . Chavarri suggests that the deep and continuing problems of artmaking in Argentina are not simply delimited by what we as onlookers might call "times of turmoil" such as those of the Ongania regime, but are wounds that continue to injure for years beyond the initial trauma.
Although the effectiveness of political activism in the arts is typically judged by its enduring impact, MMM's work presents an interesting vantage point from which to consider the cultural work achieved by smaller gestures that remain submerged in a culture's prevailing historical narratives.
As we continue to push outward from our studies of canonical locations of experimentalism like Western Europe and the United States, we have an opportunity and responsibility to learn from these peripheral or "minor" forms of experimentalism and incorporate their unique expressions into a more globally representative historical narrative. In the case of MMM, what are the implications of the fact that, inspired by the proto-Fluxus text pieces of LaMonte Young, MMM carried that cosmopolitan inspiration to very different localized ends? How does the difficult and perilous political backdrop of a military regime affect our interpretation of these creative works and the people who make them?
As a growing number of scholars reconsider the "great stories" (Berkhofer 1995) of experimentalism, the case of MMM presents us with another diving board for further exploration and critical revision of these narratives. 
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